[The term 'métis(se)'] derives etymologically from the Latin mixtus, "mixed,"
and its primary meaning refers to cloth made of two different fibers, usually cotton for the warp and flax for the woof: it is a neutral term, with no animal or sexual implication…. Furthermore, its homonym in ancient Greek, mëtis, is the allegorical "figure of a function or a power," a cunning intelligence like that of Odysseus, which opposes transparency and the metaphysics of identity and is thus closely related, in practice, to the meaning of métissage as I understand it here…. Within the Greek context, the reality of mëtis as a form of techne projects itself on a plurality of practical levels but can never be subsumed under a single, identifiable system of diametric dichotomies. It is a form of savoir faire which resists symbolization within a coherent or homogeneous conceptual system since it is also the power to undo the logic and the clarity of concepts. (1989: 14) Exploring the implications of these etymological associations, Lionnet argues that the term 'métis(se)' carries the potential to challenge binaristic or divisive models of race, miscegenation and intercultural exchange, and to encapsulate the formal complexities of postcolonial or 'mixed-race' writing, which often draws upon an eclectic range of generic and linguistic forms in order to create a new cultural and literary aesthetic based on diverse (rather than monolithic) cultural codes and ideologies. This focus on métissage as a linguistic or rhetorical phenomenon, as Lionnet notes, points to the 'ideological and fictional nature of our racial categories while underlining the relationship between language and culture', as well as reinforcing a 'phenomenon of creative instability in which no "pure" or unitary origin can ever be posited ' (1989: 15-16) . As if to underscore her arguments for the referential flexibility of the term, Lionnet draws upon the concept of métissage not only in order to discuss francophone writing and colonial contexts, but also to analyse the work of African American writers such as Zora Neale Hurston and Maya Angelou, thus setting a precedent for the approach I am taking in this essay, which focuses upon both anglophone and francophone Polynesian writing. This is the Author's Final Version of © Keown, M. (2008) . Our sea of islands: migration and métissage in contemporary Polynesian writing. International Journal of Francophone Studies, 11(4) , 503-522. doi: 10.1386/ijfs.11.4.503_1 Please refer to the published article for citation purposes.
4
The etymologies and associations that Lionnet identifies in her analysis of métissage are kept in play throughout this essay, which examines métissage in the Pacific both at the level of (material) cultural exchange, and within literary texts produced by Polynesian writers, particularly those who explicitly identify themselves as of 'mixed race'. Lionnet's claim that 'métissage' calls into question the very category of 'race' is also directly relevant to this essay, which endorses John
McLeod's argument that 'race' is essentially a 'political construction', based upon 'human invention and not biological fact', that serves the interests of particular constituencies (McLeod 2000: 110) . European racial theory has its own particular history within the Pacific region, where the geocultural categories of 'Polynesia' ('many islands'), 'Micronesia' ('small islands') and 'Melanesia' ('the black islands') were devised by French explorer Jules-Sébastien-César Dumont d'Urville in the early 1830s in order to categorise and compartmentalise the diverse peoples of the Pacific (Dumont d'Urville 1832; Douglas 1999: 65) . 2 Of these three geocultural regions, the category of Polynesia (which falls primarily within a triangular geographical zone stretching from Hawai'i in the far north, to Easter Island in the east, and Aotearoa/New Zealand in the southwest) proved to be of particular fascination to
European travellers and writers of the late eighteenth and nineteenth centuries: the region was frequently represented as a South Seas Eden inhabited by free-loving, neoGrecian 'noble savages' -putative exemplars of Jean-Jacques Rousseau's theories on le bon sauvage -untouched by the corruptions of the 'civilized' European world (Smith 1985: 42; Keown 2005: 1-2; Rousseau 1754 Keown, M. (2008) . Our sea of islands: migration and métissage in contemporary Polynesian writing. International Journal of Francophone Studies, 11(4) , 503-522. doi: 10.1386/ijfs.11.4.503_1 Please refer to the published article for citation purposes.
5 1999: 10), and many contemporary Polynesian writers have resisted and critiqued these stereotypes, and the imposition of European racial models more generally, in their work (Wendt 1976 (Wendt , 1981 Hau'ofa 1993 Hau'ofa , 1998 Figiel 1996 Figiel , 1998 Spitz 1991 ).
Yet it is also worth noting that of the three geocultural categories devised by Dumont d'Urville, Polynesia is the most clearly defined and coherent, with established ethnolinguistic affiliations between its various peoples, and many contemporary Pacific writers embrace the term 'Polynesia' as a means by which to assert their kinship with neighbouring islanders within the region (see DeLoughrey and Hall 1999: 13-14; Keown 2007: 193; Wendt, Sullivan and Whaitiri (eds) 2003: 1-3) .
This strategy of asserting commonalities between Pacific peoples, whilst remaining critical of the generalisations imposed by European racial and cultural theorists, is a particular feature of the theoretical writings of Tongan scholar Epeli
Hau'ofa 5 , who, in the 1990s, published a series of influential essays advocating a regional 'Oceanic' identity based on the shared marine heritage of Pacific peoples.
The term 'Oceania' is derived from l'Océanie, a French colonial label for the Pacific, but Hau'ofa reinvigorates and reorients the term in order to draw attention to the historical, cosmological and ecological importance of the sea for Pacific Islanders, many of whom still depend on the ocean for their livelihoods, and who possessed sophisticated maritime technologies that allowed them to navigate established trade routes throughout the Pacific long before Europeans arrived in the region. As Hau'ofa observes, since the early days of European incursion into the Pacific, Westerners have commonly conceptualized the Pacific as a constellation of tiny, isolated 'islands in a far sea', remote from European colonial centres of power and dependent on 'First
World' nations for their socio-economic survival. While acknowledging that many Pacific Islands are geographically 'small' and often reliant upon overseas aid to bolster their fragile economies, Hau'ofa nevertheless asserts that Indigenous Pacific oral traditions and cosmologies figure Oceania as part of a vast universe comprising not just land surfaces, but also 'the surrounding ocean as far as they could traverse and exploit it, the underworld with its fire-controlling and earth-shaking denizens, and the heavens above with their hierarchies of powerful gods and named stars … that people could count on to guide their ways across the seas ' (1993: 7) . In seeking to This is the Author's Final Version of © Keown, M. (2008) . Our sea of islands: migration and métissage in contemporary Polynesian writing. International Journal of Francophone Studies, 11(4) , 503-522. doi: 10.1386/ijfs.11.4.503_1 Please refer to the published article for citation purposes.
6 recuperate Indigenous methods of conceptualising the Pacific, Hau'ofa therefore advocates considering the Pacific Islands not as tiny 'islands in a far sea' but rather as a vast 'sea of islands' seen 'in the totality of their relationships ' (1993: 7; see also Keown 2007: 3-4) .
Hau'ofa's theory bears some resemblance to Barbadian critic Kamau Brathwaite's model of 'tidalectics', an interrogation of the relationship between oceans, islands, and island peoples based on a 'tidal dialectic' which, as Elizabeth DeLoughrey notes, 'resists the synthesizing telos of Hegel's dialectic by drawing from a cyclical model, invoking the continual movement and rhythm of the ocean' (Brathwaite 1983: 42; Mackey 1991: 44; DeLoughrey 2007: 2) . In her book Routes Keown (2007) and Spickard (2002) ).
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While a number of Polynesian writers (such as Albert Wendt and Robert Moana, pointing towards the fact that the ancient waka/vaka referenced in their introduction not only transported Polynesian peoples throughout Oceania, but also disseminated a common ancestral language which has developed its own unique dialectal forms within the manifold communities spread throughout the region.
In addition to exploring forms of cultural or inter-ethnic métissage between various Polynesian communities in Oceania, many of the poets in Whetu Moana also reflect upon their own genetic métissage as Polynesians with European ancestry.
Before exploring some specific examples of this kind of métis(se) poetry, it is perhaps worth considering, for a moment, the pitfalls of imposing biographical readings upon literary texts. It is undoubtedly the case that of all the literary genres, poetry, and particularly lyric poetry, is most commonly subjected to a biographical reading, often interpreted as expressing the intimate personal thoughts and ideologies of the poet-
artist. Yet many poets, like other creative writers, adopt a variety of personae in their work, and it is risky to assume that the personal profile of a 'speaker' in a poem accords with that of the poem's creator. On the other hand, it is also true that much 'postcolonial' or 'ethnic minority' poetry (and other forms of writing) is strongly motivated by identity politics, as many writers seek to explore or resolve personal or collective conflict attendant upon the experience of colonisation, racial prejudice, or social marginalisation. This is not to suggest that all 'postcolonial' or 'ethnic minority' writing is necessarily reactionary or inflected solely by negative experience: passport' (Wendt et al. (eds) 2003: 215) . Te Punga Somerville's poem resonates with 'Silence … on another marae' by Keri Hulme (of Scots, English and Mäori ancestry), who laments the fact that when she attends tangihanga (funerals) and other gatherings on Mäori marae (ceremonial meeting places), her 'pale and bluegrey-eyed' appearance causes many Mäori to treat her as an ethnic outsider (Wendt et al. (eds) 2003: 76). The poem plays upon the Mäori word 'manuhiri', used on the marae to refer to visitors (of whatever ethnicity) hosted by the tangata whenua (local people):
here, Hulme recontextualises the term to signify her exclusion by those Mäori who categorise her as a stranger to their culture (Wendt et al. (eds) 2003: 76) .
In her article 'Waharoa: Mäori-Päkehä Writing in Aotearoa/New Zealand', Te Punga Somerville has discussed Hulme's writing alongside the work of a number of other writers of mixed Mäori and Päkehä descent, arguing that while there are vibrant traditions of 'mixed race' writing in other parts of the world, Aotearoa/New Zealand still appears wedded to colonial models in which 'half-castes' were stigmatised and This is the Author's Final Version of © Keown, M. (2008) . Our sea of islands: migration and métissage in contemporary Polynesian writing. International Journal of Francophone Studies, 11(4), 503-522. doi: 10.1386/ijfs.11.4.503_1 Please refer to the published article for citation purposes.
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expected to choose one ethnic strand by which they wished to be identified. People) on the grounds that she had only a one-eighth proportion of Mäori blood (Stead 1985: 103-4 ). Stead's arguments were in part prompted by a sense that Hulme was benefiting from a cultural climate in which claiming ethnic minority status had become 'fashionable' and -in this case -profitable for mixed-race writers. Stead and other critics also argued that the Mäori and Päkehä elements of Hulme's novel remain in uneasy opposition, and that the final section of the narrative, in which a rediscovery of Mäori 'spirituality' (embodied in a mauriora or sacred object brought to Aotearoa by precolonial Mäori voyagers) is posited as a route to inter-ethnic healing, is 'willed'
and 'unconvincing' (Stead 1985; Brown 1989; Jones 1987) . However, at a formal and symbolic level, Hulme's novel exemplifies the aesthetic complexities which Lionnet has identified as a central feature of métis(se) writing, transcending many of the putative binarisms and inter-ethnic schisms explored at the surface level of the narrative. The novel frequently invokes paradox and multiplicity as alternatives to binary opposition, drawing upon Mäori cosmogonic and aesthetic forms which record an 'ambivalent tension' (rather than straightforward opposition) between union and separation (Hanson 1983: 15) , and including a scene in which Kerewin Holmes creates a tricephalos, a figure which transcends the racial and formal binaries of the colonial dialectic and projects a new, multifaceted cultural milieu (see Keown 2005: 118, 125) . 
